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Digital C-Type Prints (metallic), 105 x 75 cm 
2006-2007 


Icon Series 


Over the course of two years, Oraib Toukan searched everyday 
public spaces in Jordan for a representative vernacular 
iconography. “Icon Series” is the result of this journey - an 
exploration in pursuit of a memory of the present and an 
investigation into its role in the shaping of collective Jordanian 
perception, and there-from, identity. ‘Jerusalem’ is an 
important and ubiquitous centerpiece in the series. The notion 
of ‘God, the Nation, and the King’ also reign supreme, along 
with green paradises, peacocks, and horses. Ihe end result is the 
Subtle unearthing of a pictorial vocabulary that is unmistakably 
Ordinary, telling of the power of the normal and the mundane 
in forming the explosively silent consciousness of Jordan. The 
prints reveal a language that weaves seemingly unrelated 
elements and anecdotes into one single narrative. 


The photographs are inspired by the intricate layers of visual 
code that are unconsciously collected in one blink of the eye. 
Much of this code remains tucked away in our memory, Stored as 
unprocessed data, and as such is often taken for granted. 


In "Icon Series," Oraib Toukan takes her photographs as 
though to make a memorial of some kind of present and not 
past. Ultimately, each frame becomes a period piece, perhaps 
mocking its time. 
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Single-Channel Video, 2'50" 
2006 


Remind me to 
remember to forget 


"Remind me to remember to forget" is a video that posits Middle 
Eastern memory aS a memory that has somehow been "made- 
to-forget,' a ‘'memory" that has become accustomed to being 
raped, eradicated, and disposed of right before it shifts from 
present to past. 


Entranced by the absurd US media coverage of the 2006 Israel 
war on Lebanon, Oraib Toukan obsessively wrote and re-wrote 
the phrase ‘remind me to remember to forget,’ until the words 
and their meaning were eventually explored ina video. 


Ina split screen format, “Remind me to remember to forget” 
depicts two separate but synchronized performances. On one 
half of the screen, the phrase is frantically written in gold glitter 
and then inhaled through a red, white, and blue nozzle. On 

the other half of the screen is a close up shot of a throat that 
concurrently breathes in and out. 


Set to the mind-numbingly hypnotizing sound of stifled 
breathing, the artist is suggestively seen remembering to 
forget...to erase all that she recollects...even the phrase that 
reminds her to do so. 
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“Please stop me from laughing, | cannot hold my memories any 


longer... 
Just finish making my history for ! am dying of laughter even as 


you are trying to kill me with it... 
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Three-Channel Video Installation, looped; wood, 
neon, mirror; 30 x 22 x 23 (cm) each | 2007 


One donkey and 
three phrases 


"One donkey and three phrases" is a three-channel installation 
of a donkey eating away at the phrases ‘I perceived a past,’ 

‘| remembered a present,’ and ‘I witnessed a future.’ The 
individual footage of the donkey eating each phrase is placed 
inside a mirrored box that requires the audience to peak inside. 
Toukan became especially interested in working with donkeys 
after researching their particularly strong visual memory and 
their role in the mass human exoduses of history. 
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Interactive Installation; foam, magnet, neon, 
iron; dimensions variable | 2007 


The New(er) 
Middle cast 


"The New(er) Middle East" is an interactive installation of a 
puzzle in the shape of a territorial map of the Middle East made 
from suspended foam-magnet bits. The idea of creating the 
map as a magnet puzzle came about when the artist stumbled 
upon a scientific definition of memory as “the ability of a 
material to return to its original shape after being subject to 
deformation.” 


The installation she created is a humorous play on the so-called 
‘New Middle East Map.’ The map was originally suggested by 
retired United States Army Lieutenant Colonel Ralph Peters 

as his ‘proposition’ of ‘how a better Middle East would look.’ 
The bits that make up the puzzle are fragments of the region's 
current nation states. They were created by superimposing the 


Colonel's proposed map of the Middle East onto the present, 
post Sykes-Picot one, and cutting out the areas that formed. 


The only part of the Middle East which is fixed in Toukan's map 
is Palestine/Israel. It forms the building block of the puzzle, 
around which all other blocks can be assembled. This was 
inspired by the treatment of "Israel and the West Bank" in the 
Colonel's plan as territories with “undetermined status." 


Oraib Toukan’s interactive installation amusingly reignites 
discourse about the plan and possibly even the fabrication of 
new conspiracy theories by allowing people to draw and redraw 
the synthetic borders of an artificially assembled and fluidly 
labeled area known today as ‘The Middle East.’ 
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The bits that make up the puzzle are fragments of the region's 
current nation states. They were created by superimposing the 


Colonel's proposed map of the Middle East onto the present, 
post Sykes-Picot one, and cutting out the areas that formed. 


The only part of the Middle East which is fixed in Toukan's map 
is Palestine/Israel. It forms the building block of the puzzle, 
around which all other blocks can be assembled. This was 
inspired by the treatment of "Israel and the West Bank" in the 
Colonel's plan as territories with “undetermined status." 


Oraib Toukan’s interactive installation amusingly reignites 
discourse about the plan and possibly even the fabrication of 
new conspiracy theories by allowing people to draw and redraw 
the synthetic borders of an artificially assembled and fluidly 
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Digital C-Type Prints, 70 x 105 (cm) 
2007 


Man with a tattoo 


Nothing particular is known about the subject of this series or 
can be seen of him except for the intricate tattoo that spreads 
over his upper back. The tattoo takes the form of a dagger, an 
eagle and a map of Palestine, all at once. 


"Man with a tattoo" was first envisioned as an exploration of the 
patriotic tattoos of a nation in exile. After facing much difficulty 


5 


in shooting the subject matter, the piece turned into a photo g i 
installation of a single image. Td 
-< 


The series as well as the process of its production are symbolic, 
shedding light on the simultaneous pride and shame associated 
with patriotism, identity, and a fading memory. 





Counting Memories 


Man with a tattoo | 53 

The New(er) Middle East | 47 

One donkey and three phrases | 43 

Good Morning Beirut | 37 

Trying to count memories without laughter's disruption | 3: 
Remind me to remember to forget | 25 

Icon Series | 19 
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locations suggest sanctuary, its icons, an alter space to Jordan, 
the images themselves a memorial to a country. 


Toukan's photographs engender a remarkable amount of 
intimacy. Although large scale and rich in saturated color, the 
images are quiet, almost whispering to the viewer. One finds 
themselves being pulled in closer to listen, collapsing the 
Space between viewer and print. In an intimate distance, the 
images change. The softness of the light, the vacant spaces 
void of detail juxtaposed to recognizable and repeating objects, 
speaks to the act of remembering in itself. Only glimpses are 
fleshed out, the rest is a hazy impression, like a story in which 
you can only remember a few of the details rather than the 
entire tale. Toukan’s images highlight that there are not only 
shared images, but shared ways of experiencing memory as 
well. The series exploits this by functioning on the concept 
of “first impressions,” similar to the reaction one has when 
one enters a room one has never been in, or meeting someone 
for the first time. The mind can't gather in quite everything, 
but subconsciously scans around quickly for clues. Like a 
new acquaintance, we search and evaluate Toukan's images 
for access to the identity of its non-present inhabitants; 


their religion, nationality and economic status are revealed 
but only briefly; more unique and substantial details are not 
easily deciphered. We greet the rooms in her prints as if it 
were a Stranger, our comfort level and kinship towards it is 
dependent upon on our own proximity to the coded language 
of the space. 


Distance, proximity, and language take on another form in 
Toukan's single channel, split screen video, "Remind Me To 
Remember to Forget." The act of contemplating the title alone 
can trigger memories one cares not to remember, provoking 
another personal level of meaning in Toukan’s juxtaposed 
performances. 


The ephemerality of memories, words, and human breath 
intermingle in the video. The right side, a close up of a person's 
throat, in absence of speaking, breathes. On the left, the words 
in Arabic, “remind me to remember to forget,” is blown down 
a pen's barrel in gold glitter, and then sucked back into the 
blue, red and white pen. The meaning of this piece is again 
dependent on the viewer's distance or proximity to the subject. 
Those whose countries and personal lives supported the total 


amnesia of war inits immediate aftermath will probably remain 
distant to its effectiveness. Those who cannot forget endure 
the painful watching of erasure and eventual absence of the 
words as stand-ins for the people, homes, and safety that 
perished in the summer of 2006 in Lebanon, when this video 
was produced. The disturbing sounds of labored breathing 
juxtaposed to the visual of the throat is a reminder of human 
fragility and the silence that fell after the end of the war. The 
throat doesn't scream, doesn't flinch, and doesn't move. It 
simply, and barely, breathes. 


Absence isn't a concept that is easily described in video. 
Toukan manages to tackle the subject through the vehicle of 
erasure. Ihe tension between presence and absence performed 
in the blowing and sucking of the glitter is extended by the 
medium itself. Unedited video, in this case, the ‘long-take’ 
performance, suggests an accurate record of the event. The 
act of erasure is on view to watch over and over again in vivid, 
accurate, and moving picture details that speak specifically to 
the abduction of justice that occurs in spite of the fact that it 
transpires every day before our eyes. It is a painful reminder 
of what has become a daily norm in the Middle East; the news 


and media each day broadcasting death and destruction in 
Lebanon, Palestine and lrag, the spin that follows, and the 
deafening silence that answers from the international world. 


Ordinary citizens can only scream into the silence or choke down 
the bitterness of the images and a memory that eludes them. 
Toukan's performance is a haunting personal reenactment 
of the effacement of public memory, while simultaneously 
commemorating the disregarded victims of the war. Her 
exhibition is an influential commentary on the sociopolitical 
times of the Middle East, encoding, defining and straddling 
the line between collective memory and collective amnesia, 
suggesting that remembering and forgetting are born from the 
same need to survive, to relate, and to destroy. 


Sama Alshaibi 
Assistant Professor of Art 
Photography Department, University of Arizona, USA 


1 Marita Sturken, “The Image as Memorial: Personal Photographs in Cultural 
Memory,” in The Familial Gaze, ed. Marianne Hirsch (Handover: University 
Press of New England, 1999), 178. 

2 Ibid. 

Sama Alshaibi, “Memory Work in the Palestinian Diaspora,” in Frontiers: A 
Journal of Women Studies, (University of Nebraska Press, 2006). 


56 


59 


Review 


Sama Alshaibi 





"Counting Memories," Oraib Toukan’s premier solo exhibition, 
iS a promising introduction to a Palestinian Jordanian artist who 
possesses an impressive capacity for maturity and confidence 
in her cross-disciplinary practice. Of particular distinction is 
her photographic project, “Icon Series," an investigation of 
‘place,’ the non-descript and common public spaces of Jordan, 
relating the collective experience of contemporary Jordanians. 
In the series, the place never fully reveals itself. Rather, it is 
described incrementally from an anonymous perspective with 
bits of visual experience that identify a general locality where 
despite a lack of specifics, a viewer is strangely familiar with 
the images that feature objects and languages from shared 
spaces. 


Toukan documents spaces inhabited by picture-objects 
that speak of nationalism, God, and a seasoned longing for 
Jerusalem tucked in a broader Palestinian nostalgia that are 
collected and displayed along the dusty walls of ordinary 


Spaces betrayed of theircommonness. The effect of “betraying 
commonness” is executed primarily via Toukan's control of 
light that characterizes the photos in the series. Primarily 
through the execution of subtle, mature lighting decisions, 
Toukan is able to transform the ambient into the mystical with 
striking results. The repetition of themes in the different 
Spaces suggests the iconic picture-objects displayed are 
born from a collective identity, a shared memory understood 
by the Jordanian people. This kind of shared consciousness 
is enforced in Toukan’s work while the specificity of ‘place’ is 
minimized. 


The images weave layers of the Jordanian citizens’ psyche; 
memories of homeland both past and present are preserved 
in her photographs. The subject matter, the “icons” (picture- 
objects), as well as the prints themselves, function as a kind of 
memory container or unintentional time capsules. Inher book, 
"The Image as Memorial," Martina Sturken proposes that the 
photograph represents far more than its materiality in that it 
either triggers memory (whose characteristics are vulnerable 
and ephemeral in nature) or produces it.! She states, "The 
photograph may be perceived as a container for memory, it 


is not inhabited by memory so much as it produces it; it is a 
mechanism through which the past can be constructed and 
situated with the present."* The spaces in Icon Series reflect 
the private and historic impressions Jordanians have of their 
homeland, but the images themselves visually map a Jordanian 
identity that is public, collective, and present in its orientation 
on the gallery walls.° 


Toukan's images confront the collective memory inscribed 
into these spaces, negotiating a memory that is not quite 
one's own memory, but one feels they can remember from 
somewhere, nonetheless. The significance of the ubiquitous 
objects ostensibly depicting allegiance to King and devotion 
to God appear conflicted in their haphazard placement. They 
are hung slightly off and look worn and battered, as if they 
have been forgotten. Even so, Toukan eloquently denotes 
their significance by presenting them in soft, glowing light. 
The luminosity of afternoon shafts beaming through dirty 
windows and exaggerated by neon bulbs elevates each site. 
Her manipulation of neon light is particularly captivating. 
Toukan deftly redeems harsh, uncomplimentary neon light 
and employs it to reveal each location's spiritual power. The 
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However, it is not only Palestine functioning as a pawn on 
the political map of the world. Toukan's work, especially “The 
New(er) Middle East! (2007), reminds us that the whole region 
of the Middle East has for centuries been subjected to foreign 
rule and partitioning, under the Ottomans, the French and 
British mandates, and most recently the political meddling 
and neo-colonialist stints of the United States. On the stage 
of world politics, nations seem to be treated like expendables: 
the contours of nation states are mutable, regimes and 
their leaders are replaceable, as are political ideologies and 
alliances. Fuelling the idea of a grand conspiracy of the powers 
that be, Oraib Toukan offers a wry and playful critique in the 
form of an interactive puzzle “The New(er) Middle East” which 
allows us to re-organise the map of the current Middle East 
by means of magnets representing the nation states of the 
region. Whether we start out with a blank territorial map with 
only Palestine and its “undetermined” status as fixed and 
unmoveable, or whether we reassemble the scenarios of our 
predecessors, the countries — stripped from their political and 
regional context - become hard to recognise and reduced to 
objects we can shift around in our composition. We reshuffle 
Our maps with humour and lightness, since our moves appear 


to be non-consequential, yet with every gesture we de facto 
do create an alternative vision and geo-political blueprint of 
the Middle East, which remains umbilically linked to a political 
history that cannot easily be dismissed. The installation 
reminds us that the topography of our decisions is never 
innocent, as much as no map is ever neutral. 


Far less playful and much more solemn, if not monumental, 
in tone is the installation “Good Morning Beirut” (2006) 
which viscerally brings home how history repeats itself. For 
many who had lived through the experience of the 1982 
Israeli invasion of Lebanon, the 2006 Israeli war on Lebanon 
conjured up painful memories and imagery. During the first 
weeks of the war, the famous 1982 Handala cartoon of Naji 
al-Ali “Good Morning Beirut" circulated over the internet and 
email, reinstating its actuality 24 years later. With land, sea 
and air embargos imposed on Lebanon, and phone lines often 
clogged, electronic communication became for many the only 
link with the outside world. 


Toukan created her own “Good Morning Beirut” by 
simultaneously chronicling the mediation of war (she 


collected the personal emails she received the first few weeks 
of the war) and re-mediating the very subject matter she had 
archived (reprinting the emails on a paper roll), hence fixing 
the communication in time, and preventing its redistribution. 
In other words, itis as if Toukan wanted to capture the residual 
memory of 1982 and its 2006 iteration, and solidify it in the 
hope history may not repeat itself again, and will find closure. 
It is telling that for the first showing of the installation in 
New York the artist laid out the paper roll for the audience to 
unroll and read, sharing the intimate communication she was 
receiving from friends caught up ina Lebanon under siege. Yet 
for the version at Darat al Funun, almost a year after the war, 
she grossly exaggerated the paper roll making it impossible 
for the audience to further consult the additional emails, and 
draped its pages across the floor and wall, making the text at 
times illegible, begging a “reading-between-the-lines” at 
multiple levels. The aesthetics, as well as the object value, 
of the installation have changed as time has progressed. The 
object-document of her private correspondence has become 
part of the public domain, as a sculptural memorial which finds 
its strength for a great deal in the unwritten pages, and the 
unwritten histories. 


The seemingly infinite roll of paper Toukan lays before us, 
hints that still many rooms and walls are to be draped if we 
only want to catch a glimpse of the lived experience of war, and 
that no matter how many pages and memories we will collect, 
it will only present us with part of the story. It is perhaps 
through this lens that we have to read “Counting Memories” 
as a whole, as an incomplete text, navigating the fissures of a 
remembering past and an amnesiac present. 


Nat Muller 


Independent curator and critic 
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glance this iconography does not seem to yield anything 
memorable. If anything, it insinuates that collective and 
individual identity necessitate each other: only not in the 
unilateral and causal relationship the iconographic display 
wants us to believe. “Icon Series" shows much is to be found 
in the singular instance when we remember why we perform 
certain actions, rather than in the relics of amemory that is not 
necessarily ours, and results more ina loss than in (re) gaining 
anything truly meaningful. 


The friction between meaningful amnesia and vacuous 
memory is enacted obsessively in the three video works 
“Trying to count memories without laughter's disruption” 
(2006), “Remind me to remember to forget” (2006), and “One 
donkey and three phrases” (2007). Each of these works could 
be perceived aS a momentary snapshot trying to contain 
history; a history which has burdened itself with the Sisyphean 
task to remember itself ad infinitum until it can make sense of 
itself. 


Allthree works make strategic use of textual repetition, wherein 
phrases are written and rewritten at different paces, and even 


inreversal. Past, present and future blurinto each other, hence 
scrambling temporality, and rendering time indefinite. This 
is especially vivid in the looped 3-channel video installation 
“One donkey and three phrases", 3 mirrored boxes each 
individually show footage of a donkey eating away at the 
phrases “| perceived a past”, “I remembered a present”, and 
“| witnessed a future’. Standing a few feet away the audience 
sees the one image of the donkey eating the phrase, yet a 
closer look inside the box, shows the kaleidoscopic diffraction 
of the image, splintering the time-space continuum. Whereas 
a linear reading of each phrase carries a particular historical 
weight and momentum, the multiplication of the mirrored 
image contest that. We are invited to be voyeurs to the prism 
of history(s). 


The split-screen video “Remind me to remember to forget" 
illustrates haptic memory as enacted by the individual, but 
also resonates through the body politic, where in some 
cases induced amnesia becomes a Survival stratagem. It is 
no coincidence then, that the repetitive writing of the phrase 
is coupled to the act of breathing. The reflex of inhaling and 
exhaling becomes simultaneous to the reflex of remembering 


to forget. Even if the artists tries to develop a grammar of 
memory, where the audience could guess the next letter, the 
continuous erasure of the words, makes this impossible. It is as 
if the performance of the speech act, where saying something 
actually means doing something, is stripped of all power. 
“Trying to count memories without laughter's disruption” 
operates in a similar vein, yet here the writing of text occurs 
under the watchful gaze of a piercing eye, accompanying the 
main projection. The eye is a witness to the act of writing, yet 
an uncomfortable sense of surveillance creeps up as well, 
as if we as Spectators are being watched and made complicit 
to whatever is being written. Not only does the writer bear 
responsibility to the words she presents in making history, 
but so do readers, even if time always seems to catch up 
with reading, and “holding memories” becomes increasingly 
difficult. 


Holding a memory, inscribed on the body, is the subject of 
the series of photographs “Man with a tattoo” (2007). Four 
photographs show respectively the back of a man with a large 
tattoo comprised of a hand holding a dagger in the shape of 
Palestine, a pair of eagle wings in the Palestinian national 


colours, and the Palestinian flag. The word “Palestine” is 
written in Arabic vertically on the man’s spine, as if sub-titling 
the tattoo, and underlining the significance of its symbolism. 
National pride, the desire for a Palestinian homeland, and a 
resistance towards occupation are literally grafted onto the 
skin, transforming it into a live site commemorating the plight 
of the Palestinian people. This plight is a collective one, as 
emphasised by the anonymity of the photograph’'s subject: 
he is faceless. In addition, the fact that the consequences of 
the Nakba have found little resonance on the global political 
Stage, and that the Palestinian people have found themselves 
for decades in political and historical isolation - in the dark, 
if you will - is echoed by the meticulous framing of the 
image, and its usage of lighting. As the series of photographs 
progress, dark shadows fall over the man’s body obscuring his 
arms, clipping the wings of the tattoo, so that eventually the 
only thing we can discern is a tiny Palestinian flag floating ina 
black void. Functioning as a trope for fading memory, and the 
forgetfulness of the world regarding the Palestinian trauma, 
the series also correlate the gradual disembodiment and 
dismemberment of its subject to the gradual territorial loss of 
Palestinian land. 
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Navigating tne 
riSSures Of a 
Remembering 
Past and an 
Amnesiac Present: 
Contemplating Oraib 
Toukan's Counting 
Memories 


Nat Muller 





Memory doesn't remember but receives the history raining down on it. 
Mahmoud Darwish, Memory for Forgetfulness 


The act of “remembering”, that is the action of trying to recalla 
thing past, and the actual memory itself, namely the mnemonic 
imprint and narrative of the recalled event, seem to operate on 
Slightly different planes, though inextricably linked. Whereas 
“remembering” is processual, and could be compared to the 
act of telling, and trying to account and recount an event, the 
actual memory itself could be seen as a momentary residual 
display of that very act. In “Counting Memories”, Oraib 
Toukan seems to question the perpetual tension between the 
process and residue of memory, especially when that memory, 
whether collective or individual, resists settling comfortably 
and becoming just another entry within the annals of history. 


The works included in this exhibition are marked by an 
insistence of the artist to highlight the make-ability of 
memory and forgetfulness, and how the latter are inscribed 
within a socio-political consciousness. This is a consciousness 
which defies a fixture of meaning and image, ina region of the 
world where interpretations and images become all too easily 
hasty ideological vehicles, be that from the inside or from the 
outside. In addition, the “body” of work here - all produced 
between 2006 and 2007 - brings memory back into the realm 


of the corporeal and the material, where it is breathed, 
ingested, printed, or even written on the body in what appears 
to be at times a failed attempt to find meaning “proper”. Thus 
memory becomes haptic: the body remembers. What the body 
remembers, and what this means in the larger historical scale 
of things is not clear from the onset. Are the motions we go 
through when trying to remember something mere repetitions 
of habit, or are they exercises in omissions? With a title like 
“Counting Memories” Toukan seems to ironically suggest that 
even if we could transform our memories in quantifiables, 
and do away with their residual aura, then they would still be 
unable to convey to us a sense of truth. 


This is perhaps best exemplified by her “Icon Series” (2006- 
2007) photographs, where she tries to uncover a representative 
iconography of Jordanian identity. The spaces she photographs 
are mundane in their setting: shabby furniture and drab walls 
featuring recurring references to religion, the king, Jerusalem 
or natural landscapes. The pictures and portraits have become 
decorative in their obligation. They have a presence because 
somehow it is expected or required, and therefore emit a 
symbolism that is depleted, if not mass-produced. At first 
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Toukan is a Jordanian artist who primarily works in 
photography, video and installation and who is known 
for the socio-political content of her art. 


Oraib Toukan 





Born in Boston, USA 1977 

Courses taken with a French Cultural Center Grant 2003; Speos 
Photography Institute, Paris, France 

Master of Fine Arts Ongoing; Milton Avery School of the Arts, Bard 
College, New York 

B.Sc. 1998 & M.Sc. 2001; London School of Economics, London, England 
Currently living and working between Amman and New York 


Selected Exhibitions 


2007 Counting Memories, Solo Show, Darat Al Funun, Amman 

2007 Remind me to remember to forget |Video 2'50"], Roger Smith's 
Lab Gallery, New York City 

2007 Remind me to remember to forget, Biennial Sao Paulo-Valencia, 
Spain 

2006 Good Morning Beirut [Mixed-media installation], ART OMI, New York 

2006 Remind me to remember to forget, ART OMI, New York and in 
Nafas, Espace SD & X-anadu, Beirut 

2005 /nside out, 5 public video installations, Aarau, Switzerland 
What would she say about it, 13 public video installations, 
Aarau, Switzerland 

2005 The Presidential Bed [Mixed-media & video installation], Triangle 
Arts - AIWA, Aley, Lebanon 

2004 Dislocating Contexts [Mixed-media installation], Amman Meeting 
Points, Jordan 

2004 Context Matters [Photo performance], Red Mill Gallery, Vermont, 
USA 

2004 Somewhere [Video installation 4'00"], French Cultural Centre, 
Damascus, Syria 

2004 Dogma [Photography works], Tunis Biennale, Tunis, Tunisia 

2003 Proud Peacocks [Photography works], British Council, London, 
England 

2003 Public Space Private Mind [Photo installation], Makan cultural 
Space, Amman 

2003 Public Space Private Mind, International Women’s Festival - Le 
Pont Gallery, Aleppo, Syria 


2003 Kitchen Series [Photography works], Fifth International Women's 
Festival - Le Pont Gallery, Aleppo, Syria 

2003 Hues, The Jordan National Gallery of Fine Arts, Amman, Jordan 

2002 Café Series [Photography works], The Jordan National Gallery of 
Fine Arts, Amman, Jordan 


Fellowships & Awards 


2006 International Artists Fellowship ART OMI, New York 

2005 Pro-Helvetia Arts Council Residency, Gasteatelier Krone, Aarau, 
Switzerland 

2005 Triangle Arts Residency Workshop - Aley International Artists 
Workshop, Lebanon 

2004 Ford Foundation Fellowship, Vermont Studio Center, Vermont and 
New York City, USA 

2004 3rd Prize for When honor becomes shame, Al Safeer Newspaper 
Photo Awards 

2002 1st Prize, The Jordan National Gallery of Fine Arts photo 
competition; 3 pieces were acquired by the museum 

2001 ADMIS admissions award, London School of Economics 


Lectures & Talks 


2006 The box within the box; guest speaker at the ‘Religious conflict 
and the role of the Arts’ symposium, Boomerang theater/ 
Playhouse production, Monaghan, Ireland 

2005 Contemporary Arab Practices; guest speaker at the Art and Public 
Space Graduate Program, University of Lucerne, Switzerland 
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